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This dissertation was written as part of the MSc in Art Law and Arts Management at 
the International Hellenic University. In the dissertation, it is mainly researched the 
effects of politics on the management of cultural organizations at the operational 
level. What do cultural organizations serve and how their management is shaped 
and consequently the approach of the public by the political conditions. 
How a cultural organization can serve the needs and interests of the community, 
while at the same time operating within the mandate of elected governments. In 
what ways a future-oriented project could be ensured. The approach, therefore, 
concerns different aspects of cultural organizations, their role in promoting the arts, 
and how their management could be structured in such a way as to be the medium 
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‘’As water retains no constant shape, so in warfare there are no constant 
conditions.’’ 
- Sun Tzu, The Art of War Annotated 
1.1 Introduction 
The brief historical review of the birth of the word civilisation itself, starting from its 
etymology describes the entire political and social life of the country. The journey of 
the word begins in 1802 when Adamantios Korais, wanting to describe the situation 
in which Greece was at that time, after reading the Parisian Societe des 
Obsevateures de L 'Homme, immediately started an attempt of translation of this 
memorandum into Greek, an effort that will soon be needed the assistance of Korais 
himself regarding mainly the rendering of some terms, concepts that didn't exist in 
the Greek reality until then, among these terms, there was the word civilisation. 
Korais finds that the word it is found in Stravon domestication. The term was also 
already have been existed in French since 1734 to describe the process of the 
civilization of the population or the people of lower sοcial classes. Korais, of course, 
wanted to describe the full range of the word in all its aspects in political and cultural 
life, and as he felt that the people would condemn the original meaning of the word 
as derogatory, culminated in the word civilisation as we know and recognize today. 
(Ploritis M., Genesis of Culture, Opinions, tovima.gr, 2008). 
The purpose of this introduction is conclusions that follow. First of all, it is 
established that culture as an experience and as a social condition includes, besides, 
the exercise of politics as part of an open dialogue with society and as a mean of 
shaping social life. We understand this from the rendering of the term that tries to 
describe exactly this complexity. Inferentially, the subtitled question in this thesis if 
and how politics affects culture, seems to be easy and directly answered. But on the 
other hand, there is also a manifestation that shows something that society would 
hardly accept, the meaning of submission. In the context of coexistence, a 
coexistence that includes elements of submission and domestication of the less 
favored, represented by people who claim to possess the absolute truth and 
knowledge, the Russian-born French philosopher, Alexandre Kojeve whose 
philosophical treatises greatly influenced the French philosophy of the 20th century 
would answer The genesis of authority is the genesis of its recognition by those who 
will submit to it. (Kojeve, A., The Notion of Authority, p. 2-53).1 
                                                          
1
 Francois Terre in the introduction of the French version of Kojeve’s book describes him as a man 




This study is designed to explore the exercise of forces in cultural organizations, 
which are state-oriented. How intrusive can the role of the state be in organizations 
that receive state subsidies? This is an attempt to describe the various parameters 
that shape the management of state cultural organizations. Concluding of course in 
what defines an organization, which is nothing but its audience. In what ways do 
political conditions shape the development of the public and how does this 
perspective change from time to time? In this endeavor, these questions to be 
answered, it is used a variety of methods to derive a more holistic approach.  
The First chapter is a theoretical approach to the subject, where a comparative study 
is made between terms that define our demands. In the second chapter, the method 
used is that of case analysis, with the two major state theaters of Greece in focus, 
examining the role of the artistic director in the exercise of power. Taking for 
granted that the legislation stipulates that this position should be given by direct 
assignment, it is examined how this condition shapes cultural management. The 
dissertation in this chapter is based on the data, observation, experience, and 
contribution of a renowned professional in the field of culture, who shares her 
knowledge and experience.  
In the third and final chapter of the research, it is used the method of interviews. 
Two professionals who are mainly active in the field of public development 
contribute to being conducted a comprehensive view on various aspects that shapes 
a cultural organization under the state. 
1.2 Literature Review 
The three crucial terms that it will be deal with as an integral part of art are, the 
audience, without which no artistic condition is meant, the audience development 
with our focus on state cultural organizations, what is the perception of the audience 
under specific circumstances, and the democratization of art as an expectation of the 
greatest possible participation of the audience in the cultural life. So as a 
continuation of the introduction, the concept of the audience, since in this way it will 
de be defined who participates in culture, co-shaping the artistic imprint.  
In case which audience meet the artistic creation, takes part in the viewing, and 
becomes the spectator, the word spectator in English, spectateur in French, 
zuschauer in German, spectator in Spanish. It follows the analysis and the 
interpretation of the term spectator, as it is portrayed in the Dictionary of Theater 
(Pavis, P., Dictionary of Theatre, p.167-168, 2006). 
For a long time forgotten or considered a negligible quantity, the viewer is today the 
favorite object of study of the semiology or aesthetics of reception. There is, however, 
a homogeneous perspective, which incorporates the different approaches of the 
viewer: sociology, sociocriticism, psychology, semiology, theatrical anthropology, etc. 
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It is not easy to capture all the extensions, because we can not distinguish the viewer 
as an individual from common as a collective entity. The ideological and 
psychological codes of many groups pass to the viewer-individual, while the audience 
as part of the whole, forms, once, an entity, a body that reacts as a whole in terms of 
participation. 
Interestingly the conclusion that emerges from this definition is that the value 
transfused to the viewer was not always perceived in the same way and it seems 
that it could be differentiated under special conditions. Today the viewer seems to 
enjoy a kind of omnipotence, inferentially placing the public at the center of cultural 
organizations seems more relevant today than ever. Besides what is obvious is the 
complexity of drawing secure and absolute conclusions concerning the public as it 
seems that the perspective can be fundamentally differentiated from the 
perspective and the prism in which we choose to approach the audience. Moreover, 
on the other hand, the viewer's own experience can be affected at its core when it is 
exposed to various ideological codes, such as politics as a social participatory 
process. 
Extending the analysis, the sociological approach is usually limited to explore the 
composition of the public, its socio-cultural origins, preferences, and reactions. 
(Gourdon, 1982). Questionnaires and tests, during and after the performances, are 
helpful to complete the results, to measure the reactions of the performance that 
are considered as a set of stimulations. Experimental psychology, and even 
physiology, take into consideration this quantifies intake. There is no guarantee of a 
better understanding of the process of conceiving of directing. (Lukacs, Scriften zur 
Literatursoziologie, 1961: 71).  
The Semiology researches the way that the viewer formulates the meaning through 
the sequences of points of the representation, between the various meanings. The 
participation and the enjoyment of the viewer consist of constant micro-choices 
he/she makes to focus, diverge, combine, compare. (1976: 265). Semiology of 
reception, on the other hand, seeks the ideal spectator. It starts from the rather 
debatable principle that directing should be perceived and be understood only with 
the one and the right way and also that every analysis should be regulated according 
to this powerful receiver. But the reality is different, the desire and the perception of 
the spectator or spectators form the artistic creation and transfuses its value. In 
different kinds of Arts, we can recognize different levels of participation. In the 
Cinema, for example, the imagination is easily activated and the soul approaches its 
deep bases, while in the Theater the spectator has a silent agreement of accepting 
the condition of lying, whilst in the Cinema, the screen absorbs the spectator. 
(Poerschke, 1952∙ Rapp, 1973∙ Ruprecht, 1976∙ Turk, 1976∙ Fieguth, 1979∙ Hays, 
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1981, 1983∙ Avigal & Weitz, 1985∙ Pavis, 1985d∙ Schoenmakers, 1986∙ Guy & 
Mironer, 1988∙ Deldime, 1990∙ Dort, 1995∙ Pavis 1996).  
Nick Zangwill (Art and Audience, 1999) investigates this complex relationship of the 
work of art with the public, setting mainly aesthetic criteria, formulating a point of 
view that while at first place it may be considered that it is contrary to the admission 
of the public to the center of cultural life, at the second place, essentially 
strengthens the belief of art democratization, as relief of its weights from the close 
connection with practices applied to cultural organizations that reach to the point to 
nullify its core. In the question that is often formulated in the way Do works of art 
essentially involve a relation with the audience? Nick Zangwill would respond in a 
way that could be characterized as intriguing: 
Εven if in fact, almost all theories of art that have ever been proposed make some 
kind of essential reference to an audience. I shall argue to the contrary that a theory 
of what it is considered as Art should not invoke any relation to the audience. Art has 
nothing essential to do with the audience. 
In essence, what is argued in the article is that whenever it is made a systematic 
effort to conclude absolute and secure conclusions about the experience of the 
audience concerning an artwork, the results of these researches or theories are 
incomplete and may have contradictions. What is being proposed on the contrary is 
an Artworld that is to some extent autonomous and perceive the sense of creation 
for the enjoyment of creation itself, and that it is not affected in any way from the 
audience perception, or by the experience of the viewer. So what he is doing is to 
settle a kind of artistic freedom that is no longer approached in the light of the 
rationalization of social critique and the criteria of rational logic. Associatively 
perhaps this is what Mr. Viktor Ardittis, professor of the Theater Department of 
School of Fine Arts, who served as Αrtistic Director of the National Theater of 
Northern Greece due to the period 2001-2004, with his answer in the question ‘’Why 
do you think your mission to National Theatre of Northern Greece is a goal of a whole 
generation?(taneagr.,2001) 
 
I belong to the generation that was formed outside state theaters, exercising strong 
criticism. But we can not refuse to put our hands in the fire, although we do not 
forget that the scholars (Maronitis and Chourmouziadis) did not exhaust long-term 
tenures as Artistic Directors of the National Theatre of Northern Greece. 
Returning to the idea of audience development, the participation in the artistic 
process by people who are not institutionalized has existed as a term of cultural 
democracy since the 1970s. (Silvanto et. al., 2008). But Martin Krekk (Urban Citizen 
Ship, 2017: 262) takes the discussion one step further as he talks about art 
perception as a possibility of democratization of society. Speaking about Social Art 
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that Artworks is no longer judged based on their social orientation; on the contrary, 
Artifacts with contradictory and diverse ideas become part of the cultural life and 
the academic environment. 
This art form, which arose in the 1960s/70s and became institutionalized in the 
1990s, offers a third alternative alongside provocation-based avant-garde art and 
traditional work-based art. In social art, dialogue is at the forefront and social events 
form the base of its aesthetics. Rather than withdrawing within an ivory tower, Social 
Art seeks contact and conversation with people outside of the art industry. The goal 
of Social Art is to intervene in social relations. To what extent can art contribute to 
the democratization of society? When does it become political? And what comprises 
its aesthetic potential? This text attempts to find answers; it is concerned with the 
phenomenon of the aesthetic experience and grapples with the problem of “political 
difference”. 
The artist mediator Silke Feldhoff (February 20, 2009: 25-27), researched the 
participatory process of the spectators and concluded that it can happen in different 
ways spiritually in the effort of rational understanding of the work, interactively and 
participatory. 
The last one raises social awareness and initiates social processes by including 
beholders in the decision-making processes. Feldhoff (2016: 30) identifies the latter 
as “Sozietäre Partizipation” (civil society participation) and clarifies that the social 
and thereby also political dimensions of Social Art are connected to the openness of 
the respective possibilities for participation. 
In that point, we could compare two new terms that shape cultural management, 
the term social inclusion, and the term audience development. Nobuka Kawashima, 
in his paper AUDIENCE DEVELOPMENT AND SOCIAL INCLUSION IN BRITAIN, Tensions, 
contradictions, and paradoxes in policy and their implications for cultural 
management, (2006: 55-72) attempts to make a distinction of these different 
concepts much of which is debated in British cultural policy, as these policy areas 
come into conflict when viewed in the light of sociological theories and trying to find 
practical application in artistic management. 
The term Audience Development describes an activity that is undertaken specifically 
to meet the needs of existing and potential audiences and to help arts organizations 
to develop ongoing relationships with audiences. It can include aspects of marketing, 
commissioning, programming, education, customer care, and distribution. ‘Audience’ 
encompasses attendees’ visitors, readers, listeners, viewers, participants, and 
learners. (Grants for the Arts, Arts Council England, 2011). 
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Indeed, the analysis of these two terms audience development and social inclusion is 
very interesting as the boundaries between them seem to be very blurred, especially 
when an individual or a cultural organization tries to set them in practical application 
in terms of marketing. Booth (1991) considers that the two concepts are closely 
related, as access to Art in which people from all social backgrounds have the right to 
participate. Nobuka (2006: 56) notes that in the UK but recent years also in other 
European countries there has been a systematic effort to extend Art to a wide range 
of people as possible. Especially in his paper (Kawashima 2000) describes this 
audience extension as a division of audience development into four special 
categories. These are called Extended Marketing, Cultivating Taste, Audience 
Education, and Outreach, the last category could be said to be directly related to 
social inclusion.  The difference which is highlighted is that although the term social 
inclusion has been used as an extension of audience development, and although the 
truth is that it includes people with little access to the arts, at the end of the day, it is 
of little interest if they consume the arts under strict market conditions.  
Sandell (1998) on the other hand, looking more closely and thoroughly at the term, 
defined four extensions of social inclusion: economic, political, social, and cultural, 
and speaks about its importance in cultural management.  
Indeed in the museum sector, a fundamental review is recommended, involving 
exhibits, collection, and even conservation policies (Dodd & Sandell 2001). 
The International Audience Engagement Network (IAE) shares with the public and 
professionals in the field of culture a series of guidelines in the direction of change 
and closer communication with the community (IAE_2020-21Guidelines), developed 
by a group of professionals, who gathered under the banner of the International 
Audience Engagement Network at National Gallery Singapore. The research they 
conducted is based mainly on the principle of well-being that art can promote. From 
this proposal emerge the wellness dimensions, which generally fall into the following 
categories: Spiritual, Emotional, Mental/Intellectual, Social/ Relational, 
Environmental and Physical, Organized their framework in two parts: The Museums 
Wellness Dimensions and the Audience Wellness Dimensions, aiming at a more 
holistic approach of Art and cultural management. The IAE Network provides a more 
personalized approach when it comes both to the public and the staff, and this effort 
can be extended to other groups of people like stakeholder groups such as donors, 
members, families, and community groups, if we try to integrate the whole 
community into a participatory process, as a goal of a more solid basis. And this 
whole interactive process could be said to be the remit of behavioral science, the 
personalization of experience, or otherwise in terms of the audience and viewers to 
hear and learn from their experience. 
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This chapter is completed with a question to Mr. Adam Reed Rozan, Director of 
Programs and Audience Development, Smithsonian National Museum of American 
History, Washington DC, USA and to Mr. Chris Lee, Chief Marketing Officer, National 
Gallery Singapore, two members IAE Network Steering Group, whom I approached 





In the question How we can set the audience guidelines in practical application? Mr. 
Adam Reed Rozan says: ‘’It starts with individuals like yourself going back to 
university, going to the museum, going to your cultural organization and in anybody 
is interesting having this conversation, and maybe you create a reading room, a 
working group, where you meeting weekly, and the other week, and you are talking 
about these things, what are some of those elements of these ideas that we can 
adapt’’.  
And Mr. Chris Lee says: ‘’Most important first step would be to identify/map out the 
cultural organization’s key audience groups which it aims to serve. Knowing your key 
audience groups will help to shape the priorities of the organization’’. 
Both emphasize the concept of initiation, and both believe that the guidelines can be 
applied to cultural organizations of all sizes. What is sought is balance, recognizing 
needs, and striving to meet them. We start from the point of a scale and then follow 
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an evolutionary course. Mr. Rozan mainly emphasizes individual effort as a starting 
point, which will then be organized within the hierarchy of an organization. Mr. Lee 
raises another important issue, the fixed goals and the recognition of where we are 
at the moment and where we want to go, and what means we will use to get to the 
ideal point. And then what they both emphasize is the systematic, coordinated, and 
continuous effort, they believe that changes take time and the members of a team 
should be inspired and focused on the goal that is set. And of course, various 
external factors can influence this effort, which we will try to investigate later. 
CHAPTER 2 
2. Cases 
In this chapter it will be used the method of the case study analysis, will be examined 
the cases of State Theaters in Greece, linking their structure and action with the 
question posed in the subtitle of my work How politics affects the management of 
cultural organizations, especially those that receive state funding. The purpose of  
this  qualitative  (Creswell,  1998;  Merriam,  1998) case study analysis is based on 
the responsibilities of the Artistic Director, who has the high supervision of the 
organization. The approach to the issue is done through the current legislation which 
stipulates that this position results from the direct assignment. This part of the 
dissertation connects and combines the political point of view and the current 
reality. The use of these two examples is used as typical samples of organizations 
that receive a state grant and are to some extent measurable. The Qualitative 
analysis is based on understanding the meaning people have constructed. (Merriam, 
1998, p. 6). We rely on the fact that people shape the reality around them, so what is 
sought is to conclude how reality is shaped through social norms and the exercise of 
politics. (LeCompte, 2000) explains in her Theory into Practice article, Analyzing 
Qualitative Data  (pp. 147–148) Because qualitative data does not have to be 
created, it is created, which the researcher requires is also a structure and to impose 
it on his data, with strategies that follow the method of constructing a puzzle. 
The examination of the cases of state theaters It is this effort to be created the 
structure that will answer the research question of how and to what extent politics 
shapes cultural management, what are the goals set, and to what extent 
organizations have the freedom to co-create these goals and their results. 
But firstly should be done a clear distinction between the two terms, the term policy 
and the term politics. Today the term politics has expanded to such an extent in the 
public sphere in a way that it includes every social condition. So trying to approach 
the term policy without taking the term policy into account in your approach seems 
rather unfounded by definition. Sertaç Akman (Politics, Policies, and Governance) in 
his comparative study and in the attempt to analyze the terms introduces another 
term the term governance, making this analysis even more interesting. According to 
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the study, the term governance is introduced in public life as a term that is 
inextricably linked to the political sciences, while it is a condition with which we feel 
more familiar in the neo-liberal era. Jon Pierre, (Debating governance, p.3), refers to 
the empirical manifestations of state adaptation to its external environment, but 
also a conceptual or theoretical representation of co-ordination of social systems, 
and the role of the state. Pierre claims the state has been replaced by an enabling 
state that governs to a larger extent by coordinating and facilitating other powerful 
actors in society (Pierre, Governance, Politics, and the State, p.12). But let's get back 
to the wide range of politics, What particularly interests Akman uses in his approach 
is the phrase of Harold Lasswell (Birkland, Policy Process, p.3) ‘’Politics is the process 
by which society determines who gets what, when they get it, and how they get it’’. 
So what rushing from this phrase is what is implied in the introduction if this game of 
power and how it is applied under special conditions is a part of what we call culture. 
And of course, if the subjective criteria under which it is formed are equally divided 
in favor of the public good. 
Who gets what? The question is crucial because it explicitly explains the power game 
between every political actor from the individuals to the largest political 
organizations or for example, in every society, there is a privileged group which "call 
(elites) and these people are known for holding the political power no matter what 
the ruling regime is. (Sertaç Akman Politics, Policies, and Governance, p. 1-2). 
On the other hand, considering the term policy which is defined very simply as a 
system of rules proposed, defined, and ultimately executed individually or 
collectively. But this term it perhaps the more complex term of them as it includes 
the other ones, namely the exercise of politics but with much more indistinguishable 
limits. The pursuit of public policy is defined as the highest expectation as the 
formulation of the domestic policy. 
The Oxford Handbook of Public Policy has carried out a systematic study, which 
cannot fully include in this thesis due to its size, but it is suggested to scholars as a 
deep critical study.  
The ruling is an assertion of the will, an attempt to exercise control, to shape the 
world. Public policies are instruments of this assertive ambition, and policy studies in 
the model that emerged from operations research during the Second World War 
were originally envisaged as handmaidens in that ambition. There was a distinctly 
‘‘high modernist’’ feel to the enterprise, back then: technocratic hubris, married to a 
sense of mission to make a better world; overwhelming confidence in our ability to 
measure and monitor that world. (The Oxford Handbook of PUBLIC POLICY, THE 
PUBLIC AND ITS POLICIES, p.6). 
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And after discussing to some extent these complex concepts, the struggle of which 
shapes both the cultural management and the management of cultural 
organizations, we can move on to the more specific condition of state theatrical 
organizations. In Greece, there are two State Theaters, The National Theatre based 
in Athens and the National Theatre of Northern Greece based in Thessaloniki, which 
to some extent are comparable in their structure.  
National Theatre 
The establishment of the National Theater is defined in 1930 as a time when it 
required a state-subsidized complex, a National Theater with the mission initially of 
educating the public. In the final decision, however, for the establishment of the 
National Theater, some more general external artistic factors counted more, and not 
so much the objections of the scholars to the cheap dramas of the troupes defined 
by the well-known actors or the request of the emerging small group of directors of 
theater as artistic drama. The economic and political situation, the social 
developments in Greece of great state instability, and an international market in an 
ever-worsening crisis measured more. With the collapse of the Asia Minor front in 
1922, the influx of more than a million impoverished refugees, and the ongoing 
coups that sought to provide a rough solution to the issues of ethnic division and at 
the same time as the local bourgeoisie, the class on which the economic Acne of the 
home theater seemed to be losing ground. The establishment of the National 
Theater will finally take place by the law of the Minister of Education, George 
Papandreou in the spring of 1930, during the last major modernizing expedition of 
Eleftherios Venizelos. (Diagram of the History of the Modern Greek Theater, 
Hatzipantazis, pp. 443-445). The National Theater is a legal entity under private law 
(Law 2273/94) - a non-profit organization - to promote, through theatrical art, the 
spiritual cultivation of the people and the preservation of its national cultural 
identity. The same operating regime applies to the National Theatre Of Northern 
Greece. 
 
National Theatre of Northern Greece 
 
In Thessaloniki during the years of occupation, a second state stage was established, 
presenting an interesting repertoire with ingenious directing, where they also 
function as a reaction to arbitrariness and denial of submission. From 1943, after the 
arrest of its director by the occupying forces, it continued its operation until October 
of the following year (The theater in Greece 1940-2000, Mavromoustakos, 2005, 
p.44-45). The National Theater of Northern Greece, however, as it was established, is 
established much later. It all started in November 1960, at a reception at the home 
of the Prime Minister, Konstantinos Tsatsou, the Prime Minister Konstantinos 
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Karamanlis asked George Theotokas what he could do to promote the cultural life of 
the country and the answer was "Make a theater in Thessaloniki ''. In the summer of 
1961, the Thessaloniki State Theater was founded, with a budget of 1,000,000 
drachmas. From December 1961 the NTNG started giving performances in 
Thessaloniki, at the Royal Theater, while in the autumn of 1962 settled in the then 
newly built building of the Society for Macedonian Studies. It was the first theater in 
Greece to establish an alternating drama. In December 1982 in the artistic potential 
of NTNG, The dance group "Eternal Dance Theater" by Daniel Lomel was integrated 
and so, for the first time, the city of Thessaloniki acquired a permanent stage with 
regular dance performances both in Thessaloniki and in other cities. Finally, in 1997 
the Thessaloniki Opera was founded as an independent department under Law 
4002/2011. This year, when the theater celebrates its 60th anniversary, the Opera 
and the Dance Theater as separate branches no longer exist (cutt.ly/FkKCJwb – Ert 
archive). (35 YEARS STATE THEATER OF NORTHERN GREECE, 1961-1996, 
Georgousopoulos, 1999), (National Theatre of Northern Greece, Kotsiou, 
kathimerini, 1997:pp. 9-12). 
 Source: NTNG archive 
This history recording is necessary for the sense that it demonstrates how deep are 
the links of state theaters with the historical and socio-political life of the country, as 
through their establishment and evolution we follow a brief review of the political 
history of Greece associated with theaters at their core, and converses with key 
issues such as that of the Greek language, issues of approach to culture and politics 
in general. So it is almost unnecessary a comment on whether politics indeed affects 
the management of state cultural organizations, the answer is obvious immediately 
and structurally. 
Since the connection is granted to how effective politics are, the examination is now 
based on what extent politics allow some kind of autonomy and freedom in the 
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exercise of management by the persons who are involved in the cultural 
management. For this chapter it is also asked the contribution of Iphigeneia 
Taxopoulou, General Secretary of the European Theater Network mitos21, Corporate 
partner of Julie's Bicycle, who was also the head of the Publications Department but 
also the head of the Public Relations Department of National Theatre of Northern 
Greece, with whom I came in contact and she has been a valuable helper in this 
effort. Without the formal form of an interview but more through a free discussion 
through the transfer of her experiences, Mrs. Iphigenia Taxopoulou helped in the 
convention of the atmosphere as it is formed, and to the expression of some 
analytical thoughts. 
Article 61 by the law Ν.2273/1994 (Ministry of Culture and Sports - bit.ly/2Opt07a) 
describes the structure and responsibilities of the position of an artistic director but 
also the process of promoting a person. 
By decision of the Minister of Culture, published in the Newspaper of the 
Government, the artistic director of each Theater is appointed for a three-year term 
that can be renewed. By decision of the Minister of Culture, the appointment of the 
artistic director may be revoked before the end of his term, in case the annual report 
of the work of the artistic director is rejected by the Board. Fully justified by a 2/3 
majority of all its members. Especially the term of the first artistic director who is 
appointed after the entry into force of this law is four years. For the position of 
artistic director, a person of recognized prestige is selected who has been particularly 
distinguished in the field of Theater. The artistic director has the following 
responsibilities:  
 Compiles the drama of each period.  
 Prepares the budget of each play and each theatrical performance or event in 
general, which it submits to the Board of Directors for approval.  
 He is responsible for the preparation, organization, and execution of each 
artistic production of the Theater and within the budget of the Theater, 
supervises the preparation of the works that go up, determines the rehearsal 
hours, and monitors and controls the work of each category of staff involved 
in the works and with every general production of the Theater.  
 Supervises and gives directions and orders for the correct and timely stage, 
scenography, music, costume, and any other necessary preparation, testing, 
and performance of each production, for each of which the individual cost for 
the upload does not exceed, without the prior approval of the Board of 
Directors, the corresponding funds of the budget of the show approved by the 
Board of Directors.  
 Within the framework of the budget, it hires with fixed-term contracts or 
concludes work contracts with the artistic and technical staff, special 
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collaborators, invites bands or artists, signs the recruitment and transfer 
contracts of the above, and defines the artistic and non-artistic terms of their 
employment and their remuneration, agrees to the terms and remuneration 
of the employment contract of each member of the artistic staff, which may 
not exceed the respective funds approved by the Board of Directors for the 
specific theatrical performance or event. 
 
It is worth noticing that the Ministry of Culture and Sports with a press 
release published on 10/02/2021 entitled New Era for the National Theater 
announces that the process of appointing Artistic Director changes for the 
next Artistic Director to emerge from the open process of expressing interest 
and following the opinion of the Evaluation Committee, which will be 
composed of persons of recognized prestige. Specifically, on April 5, the 
Ministry of Culture and Sports will make public the framework of the process 
as well as the composition of the Commission. While also a temporary artistic 
director is appointed. (cutt.ly/UkLf2VQ) Although the proceedings so far 
seem to be almost fixed and almost repetitive in terms of collective memory 
(Dessi R. Collective Memory, Cultural Transmission and Investments, pp.534-
560), this change in procedures seems to have occurred as reactions were 
created to the removal of the last artistic director, which seems to have given 
the public a sense of political responsibility. 
 
In general, even if the process of the artistic director promotion, seems to be 
transparent, in essence, it is based on subjective criteria, in other words, it is 
a purely political position and this raises different types of problems. Starting 
with more objective issues related to structure. The artistic director has such 
increased artistic responsibilities, managing these large organizations, in 
which the processes take time, while at the same time he/she should have 
the high supervision of the financial management, of high amounts of state 
subsidy. Apart from this fact, it is difficult to be applied in practice, as these 
are two jobs in a completely different direction that creates an issue of 
unbalanced power that is concentrated in a single person. 
 
As we move further into the core of the issues, the fact that this position is 
purely political means that it is very fragile, making it very difficult to 
formulate a stable cultural policy. Every artistic director knows that he/she is 
party-elected and so he/she is in a hurry to realize his/her vision, which 
usually cancels the current one, and on the other hand the fact that he/she 
knows in advance that this position is temporary this raises some issues of 
management responsibility of the duties; it looks like this in personal 
jurisdiction. By the same token, a fundamental change of profile in an 
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organization that is a stable brand in the country, and while the public does 
not seem to change dramatically, especially in a city like Thessaloniki, seems 
to violently interrupt a process that could ideally be supported in some basic 
fundamental principles, such as educating young people and their contact 
with the theater, so that they can be the future audience. On the other hand, 
the contradiction could be that changing the term of the artistic directors, 
protects the organizations from the abuse of power, as is done with the 
national elections. But to a greater extent, the result is the lack of strategy, as 
in education as well as a culture only when founded on a stable perspective, 
results can have an impact on society. For history, some other facts that 
function almost as rules in collective memory2, and which function as political 
choices, are that artistic directors due today were only men, and their 
expulsion is usually as violent as their appearance. Some accept this fact 
stoically as a regular political practice, and others strongly express their 
dissatisfaction. 
 
Also in terms of the workforce of the organizations, this is an issue which I 
discussed in detail and with Mrs. Taxopoulou, the constant staff changes that 
accompany the change of artistic director, seem to create confusion in terms 
of a managerial point of view, but also as regards the labor rights. Along with 
the changing of staff, a different group of permanent civil servants moves 
with a reduced incentive to create. While another group is the trade unions 
that make the treaty difficult, the management of which seems like a game 
for difficult solvers. Mrs. Taxopoulou described the result of these processes, 
as Head of the Public Relations Department as very difficult to manage. 
Closing this issue which is very extensive and difficult to be analyzed in its 
entirety at this time, what is very obvious is the very different approaches to 
the reception of both art and the audience. As a result, each artistic era 
brings with it, in addition to changes in repertoire, changes in financial pricing 
policy, changes related to parallel activities of the theater and its relationship 
with the community, and finally major changes in terms of public relations of 
the organization domestic and international and the creation of partnerships. 
As a result, this imbalance becomes apparent in the agreements on 
communication sponsorships and communication policy. Different 
Administration also implies a fundamental restructuring of the 
communication relations with the printed and electronic press. 
 
The crucial difference between the National and the National Theater of 
Northern Greece is that while in both cases the connection with the central 
                                                          
2
 Memory plays a crucial role in the transmission of cultural and national identity. (Dessi R. Collective 
Memory, Cultural Transmission and Investments, pp.534-560). 
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state is inseparable, in the case of the National Theatre the visual is formed 
through an artistic prism, while at the National Theater of Northern Greece is 
left more in what we call politics, to the detriment of politics and is more a 
field of local interest management resulting in again creating an imbalance in 
the city. A very significant example is the construction of the theatrical stages 
in Thessaloniki, which were designed during the period when the city had 
emerged as a cultural capital. The result is the creation of some very large 
buildings, of the same design as for the scenes (Italian stages) that advance 
the artistic creation, create a very large organization, disproportionate to the 
cultural life of the city, which leaves no room for any smaller private 
initiative. 
Two answers given by Mr. Adam Reed Rozan, Director of Programs and Audience 
Development, Smithsonian National Museum of American History, could summarize 
this chapter. The questions are 
 What are the effects of politics, which shape the management of a cultural 
organization, in other words how the politics differentiate the way that a 
cultural organization perceives the sense of audience? 
 How we can combine the different forces which define a cultural organization 
(Artistic Director, Deputy Artistic Director, Financial Director, Heads of 
Departments, Manpower, etc.). 
 
In his first answer, Mr. Rozan puts the issue of all kinds of pressures at the basis of its 
realistic approach. Considers that any change must be achieved gradually and in the 
context of co-operation and recognition of all parties involved. And this process 
includes external factors. And in the context of this change, he uses the word, The 
commitment of the community, the staff, the senior management, all the parties 
that will be called to coordinate in an ongoing effort. 
‘’A certain answer is hard, it is really hard. I think every company, business, the 
nonprofit cultural organization exists within reality… I don’t know Greece so deeply 
so it is hard for me, but in the United States let’s say you live in a more conservative 
state, you are going to have to operate under different sets of guidelines, and then if 
you live in a very liberal place’’. 
 
In his second answer, he says ‘’we have to go back in fundamentals’’ and at this 
point emphasizes the basic principles of cultural management and human resource 
management, but which apply to any kind of corporate strategy, emphasizing mainly 
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3. The Interviews 
The purpose of this chapter is the thorough examination of the research questions 
that have been asked from the beginning but through an approach that looks at the 
subject from different perspectives. At this point, the research concludes with the 
interviews of two people I have mentioned during the work and who act as my 
guides. These are Mr. Adam Reed Rozan, Director of Programs and Audience 
Development, Smithsonian National Museum of American History, Washington DC, 
USA and to Mr. Chris Lee, Chief Marketing Officer, National Gallery Singapore, two 
members IAE Network Steering Group, Mr. Rozan is active in America and Mr. Lee in 
Singapore but seems to have a common code of communication. It is therefore 
interesting that people who are active in different parts of the world, with a different 
mentality perceive the cultural area. The method of interviews is chosen in that 
point even if it is a great deal of criticism over the last years. As in certain cases, the 
validity of the data or their reliability is questioned (Kenagy & Yoakum, 1925; 
Moss,1931). The attempt to be covered this distrust in the method of interviews was 
made in this study, by organizing research questions that cover as wide a topic as 
possible and approach different issues of the structure of cultural organizations. An 
attempt was also made to reach the right people, that is, people who specialize in an 
issue such as public development. And finally, the interviewees to be people from 
different organizations and different backgrounds. In this research, the interview as 
a tool was a useful concept as cultural data is more difficult to be purely measurable. 
The interview is a managed verbal exchange (Ritchie & Lewis, 2003 and Gillham, 
2000), and as such its effectiveness is formed by various factors the clear structure 
questions (Cohenet al., 2007). 
The five research questions follow: 
How we can reach a balance between the political approach and the management 
of a cultural organization? 
This question brings together all those concerns and imbalances that arise from the 
management of political pressures on state cultural organizations, in terms of their 
structure but also the impact they have on the community and the formation of their 
artistic imprint. The research takes into account different parameters, ranging from 
management, political science, education, and art. Mr. Rozan says ‘’Let’s say I want 
to open up a museum in Athens and I want to do a topic that no one is interested in is 
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not going to work right? Or let’s say I want to do a topic in Athens that is 
controversial, does it connect to the people? Is this what the people want? Is that 
what the government wants?’’ 
Mr. Rozan's main points are the challenges that will always exist, and these can vary 
depending on what your organization represents, or if it receives state funding and 
so many other factors that shape these calls, the issue is if you will manage as a unit, 
as a member of an organization, as the head of a department to be present and to 
be one with the environment around you. And then if you manage to be up to date 
and keep up with the needs of the future, the risk and pressures are minimized.  
Mr. Lee on the other hand, in three subsections, in the first one the balance between 
the political pressures and the management of the organization from the whole 
approach of the government regarding the cultural sector. Different countries have 
different models. The second one is more based on the vision and the mission of 
each organization how this relates to the government/political objectives and 
priorities as well as how it intends to be of service to its people/audience and 
stakeholders. And at the third place, he strongly emphasizes the issue of trust, to 
what extent an organization has managed to gain the trust of both the community 
and each government. And this is a job to which the correct and clear position of an 
organization, in terms of its goals and their achievement, contributes a lot. Regular 
and strong communications between the parties is critical. 
How we can build stable relationships (international relations, relations with local 
institutions, the artistic world, the community, etc.) if we constantly change our 
communication policy? 
This question seeks to further investigate the internal structure of the organization, 
its internal organization, and then how it organizes its extroversion, extroversion 
that organizes relationships within the city, within the community and that can be 
extended outside the city beyond its borders, depending on the executive capacity, 
conditions, size, and objectives of a cultural organization. Mr. Rozan’s response to 
this point poses the public as the ultimate goal of an organization that transcends 
micro political or larger interests. He believes that we as representatives of an 
organization must be clear and confident about who we are and if we want to 
change the direction we must be able to communicate it in a very clear way and all 
the other people who make up the organization, but also to find ways this change 
will be communicated to the community, which determines us. In any case, this 
constantly emphasizes that it is a continuous and uninterrupted work that must be 
done to adapt each new change. ‘’I mean this isn’t exciting, this is boring 
fundamental things but it is continuing talking about what you are doing and getting 
people exciting about it, and getting people on board, and I think if your organization 
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has that plan, that vision, then it doesn’t have to be government changes or people 
change the government because you’ve been consistent’’. 
Mr. Lee says ‘’As mentioned, there should first be an overall agreement to the 
mission of the organization, including its levels of autonomy and a clear 
understanding of the level and process of oversight expected by the government over 
the cultural organization. The clearer the agreement, the more predictable and 
consistent the relationship and therefore the ability for the organization to pursue its 
mission’’.  He mentions that the goals and philosophies of the government/political 
approach need to be well educated and to be in direct communication with the 
continuously shifting social/public sentiment/values as well. Many 
government/political approaches are concerned with how cultural institutions create 
social stability and unity rather than provoking/creating social tension and 
disturbance. ’’Cultural organizations should see their roles as educators and 
facilitators of dialogue within its communities, striving to be a safe space for diverse 
views to be surfaced and discussed’’. 
How we can change the mindset of our workforce in the direction of change? 
This question explores the active attitude towards change in practice; the questions 
so far have mainly described how the landscape is shaped, while this question seeks 
the active attitude of organizations towards the conditions. Mr. Rozan answers ‘’So 
this is called change management, there is a name for this’’. 
At this point, he is talking about a very active process that includes the active 
participation of all members and leadership as well as the workforce who should be 
dedicated and passionate for a higher common purpose. And this will bring a better 
climate and in labor relations, there is a common vision for the implementation of 
which we work every day. And this requires knowledge in terms of management but 
also knowledge of the people who make up an organization, as far as the personal 
work field is concerned. ‘’So vision statement is like we want to be this kind of 
organization in the future but it doesn’t tell you how you are going to do this work, so 
we need individuals to say how we are going to accomplish this vision’’. 
Mr. Lee, on the other hand, says ‘’The key is changing the mindset by 
asking/reminding our workforce that a cultural organization can only sustain itself if 
it is continuously relevant to its audience groups (and key stakeholders)’’. For him 
being relevant and staying relevant is key to the sustainability of a cultural 
organization. And these kinds of issues always concerns the cultural professionals 






What should be the role of the audience in our whole perspective? 
This question is answered in the research carried out throughout this dissertation 
and is clearly stated in the title of how to place the audience in the center of cultural 
organizations. And it is perhaps one of the most crucial questions which, if answered, 
will prioritize the real values that a cultural organization and the state as a whole 
must serve. Both interviewees are very clear in this answer. The role of the public is 
paramount over any other practice. Let’s say for an example, this is a question, 
‘’Suppose you have a museum and you have a collection and you are in Greece, and 
then there is a huge storm, a natural disaster, and all your collection is gone, your 
building is gone, you no more have a collection, you no more have a museum, are you 
still a museum? Do you still have to go to work?’’ says Mr.Rozan provocative 
emphasizing that an organization exists only in terms of the relationship it creates 
with the public and how it works and how alive it is. ‘’Staff is great but it is all about 
the social and emotional connection with the people, it is so important, it is all that 
we have to do, the staff is nice, artifacts are nice, but are not as important as 
providing space, place, connection for the public’’. Mr. Lee: ‘’Based on the above, 
audience should be of primary importance, in the long term. However, that does not 
necessarily mean that a cultural organization should be subservient/obedient to its 
audiences. We should challenge our role to be one of education, advancement of 
perspectives and champion for diversity’’. And with this answer, he raises a new 
interesting perspective on the question that is close to and what the 
democratization of art stands for. It speaks to a broader attitude of people related to 
culture. And this attitude should be done by considering the important context of 
the readiness of our audiences and progressively expand the boundaries of their 
views over time, such that this advancement can be achieved with minimized 
conflict, disruption, and unrest. 
These days with all the dramatic changes that new situation has brought, do you 
believe that we need to change everything we knew and believed as a given from 
the core? 
Research at this point focuses on the major changes brought about by the new 
conditions and what could be the role of cultural organizations within them, what 
they should serve and what new adaptation tactics to use. Mr. Rozan: ‘’I think to 
dramatically change regardless of the pandemic situation, but even more, now there 
is a necessity that we have to figure out, so it’s not just about what we are doing, it is 
kind of who we are and it is a great opportunity to examine that and to test are we 
the organization that we should be, are we the right organization, and if we are not, 
what it takes to change?’’ 
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 Mr. Lee: ‘’What we believe in (especially at the core) should not change but how we 
communicate, educate and dialogue needs to change continuously to be relevant to 
the context we are operating in and to reach our audiences through the right 
touchpoints and channels’’. 
All the more important that is a conclusion to this chapter is that everybody can have 
their idea, but we have a shared idea for the organization, and all organizations are 
not the same, what works for one organization doesn’t necessarily work for another 
one, every organization is different, we are all different, there are not two different 
organizations that they are the same, and we have to think about what’s the thing 
for each group, and what’s the best for its group. But these interviews revealed that 
there are some shares and similarities with cultural organizations, there are 
learnings we can adapt. Let’s say that the future goal is how a cultural organization 
can better serve their audience, how its organization figures that out, and when they 
figured out, they can see what successful looks are like. People should come 
together and name their work, working on it, talking about it, and figuring out and 
being committed to that and it does mean change therefore, it means people 
working differently, doing a different kind of things, but ideally, is all happening for a 
bigger purpose, bigger goal and that’s what the management piece of this is, It’s 
everyone has to do this thing, everyone working together for a greater concept, and 
that’s hard, this would be easy if everyone would do it. 
CHAPTER 4 
4. Conclusions 
If three words are to be emphasized, these are the commitment, the clear goals and 
the constant communication of all the involved parties. 
This dissertation epilogue could be completed with the phrase memento mori. Or in 
other words the reminder of mortality in the art that acquires symbolic value while 
describing life. This phrase can have subjective readings, but also converses both art 
and the core of the dissertation search, which is the change search. Awareness of 
our insignificance but also of autonomy may bring us even closer to small changes. 
Certainly, all the powers, trying to group our behaviors so that we can have more 
tangible management techniques. But on the other hand, nothing is more important 
than man, we are important and we give value to the things around us. And what 
this era proves in a very deafening way is that we must change, adapt, be ready to 
accept the new, not in the sense of compromising, or rejecting the past 
fundamentally, but in the sense of not adhering with practices with which we are 
accustomed to feeling comfortable and familiar. The letters to Lucille of Seneca 
describe precisely this observation of nature, of change, of contempt for death 
(Seneca, AD LUCILIUM EPISTULAE MORALES, 1917: volume1, 1920: volume 2, 1925: 
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volume 3). And when we talk about a death we can talk symbolically about the end 
of a cycle, an era that is quite similar to the condition we live in this era. And of 
course now more than ever the central state should alleviate the great disaster that 
emerged. Mrs. Elizabeth Merritt, Vice President for Strategic Foresight and Founding 
Director, Center for the Future of Museums, American Alliance of Museums, in her 
article (Crowdsourcing a Database of Permanent Museum Closing) describes how 
argent the situation is for cultural institutions. While at the same time Adam Rozan, 
as a CFM regular and museum audience engagement expert shares with us a 
crowdsourcing database, which includes the affected organizations and invites our 
help in plugging this data gap. 
This concern was transferred by Mrs. Dominique de Font-Réaulx, Senior curator, 
Director of Interpretation and Cultural Programmation, Musée du Louvre (FR) on the 
10th CoMuseum International Conference. 
‘’Even if we are actively involved with our current hard times, we are right now forced 
to enter times of uncertainty and respond immediately. Collectively as a world we 
need to face the same difficulties across the western world’’ she said. While Mrs. 
Kassandra Marinopoulou, President and CEO of, Museum of Cycladic Art in Athens 
(GR) expressed the need for cultural organizations to enter the era of digital 
transformation.  On the other hand, Mrs. Fleurette P. Karadontis, President, Basil & 
Elise Goulandris Foundation (GR), expressed her concern about how we find a 
balance between the digital age and physical presence and contact with art and Mr. 
Nicholas Yatromanolakis, Deputy Minister of Contemporary Culture, spoke about the 
art that works therapeutically. 
‘’We need to start thinking about how we can turn from barely functional to 
operational to inspirational’’. Dr. Tom Fleming, Director, Tom Fleming Creative 
Consultancy Expert on Creative Economy, Cultural and Arts Policy (UK) 
‘’Museums have the role to remind us of the greater existence and encourage us to 
see how we want to be through our current existential hardships’’. Jenny White, 
Head of Visual Arts Programme, British Council 
This dissertation research is an attempt at a holistic approach to Art.  They have used 
the case analysis methods, as well as the method of the interview. A literary review 
was also conducted. The research questions were mainly how the political conditions 
shape the cultural management but also through this question essential issues were 
settled, such as the development of the audience, different approaches of the 
spectators, and those who constitute the audience of the organizations. Does the 
prism through which an organization perceives its audience change when conditions 
change? How much freedom do state cultural organizations have to manage their 
content and how is their structure shaped? The main and most certain conclusions 
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that can be drawn are that conditions are constantly changing and many are those 
factors that co-shape organizations. Cultural management is a field of continuous 
research as it follows the evolution of society. The rules seem to work on a case-by-
case basis and in other cases, they do not. The point is to set some higher values 
every time, some higher goals that work for the benefit of society. 
Future Research 
Public Policy vs Politics: Do we need less state involvement in cultural policy-making 
and greater internal ferment in organizations or a more extensive and compact 
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